This article considers the rise of branded entertainment within the contemporary marketing and media environment. Specifically, it examines how mobile phone marketing in the UK has sought to engage consumers, and perform the social use of mobile technology, through multimedia ad campaigns with an inscribed entertainment value. Focusing on brand campaigns for 3G mobile services that borrow explicitly from reality television (T-Mobile) and Hollywood film (Orange), the article explores the concept of branded entertainment in relation to the 'popular imagination' of mobile communication in the late 2000s. In doing so, it examines the particular relation of flash mobs to the production of brand community.
2 idiosyncratic public happenings, in particular their co-ordination through websites and mobile phones. Fending off those who dismissed the trend as the 'technological equivalent of streaking,' the feature borrowed from Howard Rheingold (2002) in making a case for their cultural significance, specifically the way that flash mobs 'make networks tangible.'
Regarded as a new expression of connectivity, the article also described the fear among bloggers that 'flash mobs are going to be hijacked, most likely by consumer companies' (Walker, 2003: SM11) . In the UK, this moment can be dated precisely and came in the form of a multimedia brand campaign for the mobile telephone operator T-Mobile, owned by Deutsche Telekom. On 16 January 2009, T-Mobile launched a promotional campaign on television and YouTube that literally performed the company's brand slogan 'Life's for Sharing.' This took the form of a spontaneous dance routine in the main concourse of Liverpool Street Station in London. Staged during the previous day's rush hour and shot through ten hidden cameras, the routine began with the movement of a single disguised commuter, and would build to include 350 dancers all performing in sync to a medley of classic and contemporary chart hits before suddenly stopping and dissolving into the assembled crowd. Spectacular in its display of rhythmic synchronization and impromptu sociality, the advert dwelling on those moments where unsuspecting members of the public joined in the performance, 'the dance' became an immediate television talking point and YouTube hit.
In brand terms, the flash mob was the first of several choreographed public events by T-Mobile designed to animate the nature and potential of social relationships in a digital age, especially those enabled by cellular technologies. Connecting mobile users to performances within urban space, the 'Life's for Sharing' campaign was based on a number 3 of live performances that made virtual communities physically present. This would also involve an ad featuring a mass sing-a-long by thousands alerted to the event by web and text and a series of advertisements following an aspiring musician, Josh Ward, in his attempt to put together a band using free texts and internet through his mobile phone. The ongoing promotion of 'Josh's band' included TV ads showing Josh recruiting members of the public at gigs in various British cities, and culminated in a three-minute advertisement featuring the song itself, 'Come With Me,' performed by 1,107 band volunteers. With neat marketing shape, the ad premiered exactly a year after the flash mob. According to Adam Arvidsson, 'one of the most important and fundamental trends in contemporary consumer society is the progressive inclusion of consumers in the processes where value is produced around products and brands ' (2008: 326) . This trend was clearly demonstrated by T-Mobile in its ambition to connect mobile users; it developed an integrated media campaign that used television and new media to facilitate the work of brand community building. 'Life's for Sharing' relied centrally on different kinds of mobile, and promotionally mobilized, screen performance. According to the agency responsible, Saatchi & Saatchi, the aim of the campaign across its various articulations was 'to create an event that people would want to take part in and then share with each other' (Saatchi & Saatchi, 2009 ).
The T-Mobile campaign exemplifies the tendency within current brand thinking to enlist consumers as creative participants in the advertising and marketing process. More generally, however, it demonstrates the rise of branded entertainment within contemporary media culture. In distinguishing post-network advertising strategies, Amanda Lotz suggests that 'branded entertainment marks a fundamental shift from intrusive advertisements pushed at audiences who are engaged in other content to advertising of such merit or 4 interest that the audience actively seeks it out' (Lotz, 2007: 172) . 1 The extent to which branded entertainment differs from traditional advertising methods is contestable.
However, anxiety about the effectiveness of conventional spot advertising has inspired trade theorizing about promotional alternatives, inspiring calls for greater convergence between the advertising and entertainment industries (Donaton, 2004) . Responding to a fragmented media environment where audiences have become more fugitive in their viewing habits and able through digital video technologies to make choices about which commercials to watch and which to skip, branded entertainment extends advertiser involvement in the production and authorship of content. Unlike sponsorship and product placement which affiliates brands with existing film and television vehicles, branded entertainment involves the creation of content that contextualizes 'brand images in ways that are so appealing that consumers will seek them out for inclusion in their personalized media and entertainment flows' (Spurgeon, 2008: 40) .
This article examines how strategies of branded entertainment have been deployed in the selling of mobile phones, in particular third generation (3G) mobiles that have the capacity to deliver multimedia/data services through high-speed broadband internet access. 
Mobile promotion: entertaining 3G
The advertising strategies used to sell mobile phones vary within and between markets.
Promotional approaches are shaped in place and time by market specific factors such as the technological and network capabilities of particular regions, habits of mobile use among populations (variously defined by age, vocation and socio-economic status), the brand identity of mobile operators and handset producers in global and local contexts, and the more general role of advertising as a cultural practice with specific territories and locales. (Spurgeon, 2008: 75 Branded entertainment is a particular means of delivering these scenarios to consumers. Rather than focus on a sales-driven message, key to the short-term economic metrics of conventional advertising, branded entertainment is designed to build long-term relationships with consumers and deepen brand loyalties among targeted groups. Although The T-Mobile campaign was one of a number of texts to reflect a shift in the meaning of the mobile phone as an interface in the mid-to-late 2000s (May and Hearn, 2005) . It not only cast the mobile phone as a prospective entertainment platform, but also produced shareable media content that drew attention to the 'mobilization' of public space. we're a brand that is about participation and sharing, then we need to drive real mass-13 market mobile internet. The Android platform is starting to make mass-market mobile internet more accessible, and out of that will come social networking and the related brand values' (Costa, 2010) . These statements demonstrate the impetus to connect 3G mobile technology with new marketing approaches that emphasise consumer interaction and social participation. They also implicitly support Will Brooker's argument that mobile phone advertising offers a 'kind of training' about the digital world. Brooker suggests that narratives of contemporary popular media, including the mini-narratives of advertising, 'teach their viewers the gestures and language, the possibilities and advantages of technology, but also, crucially, they enforce the social importance and status of mastering the world-as-data' (Brooker, 2010: 553) . He contends that popular entertainment has a tutorial function within twenty-first century capitalism, helping audiences to acquire the attitudes, understanding and mentality necessary to live in a world of digital media.
Whether the T-Mobile ads were, in fact, tutorials for audiences or whether audiences offered tutorials for marketers in the co-production of brand community, T-Mobile's realitystyle campaign resonated with the call of Digital Britain 'to put people at the centre of all our digital thinking' (Carter, 2009: 27, my italics) ; it aestheticized the idea that 'being digital' was a vital source of connectivity, creativity and communal participation. According to Digital Britain, 'Digital technology is no longer simply desirable. It is rapidly becoming an essential facility to citizens and consumers in a modern society' (ibid: 28). With phones The dance was designed to capture attention within the television schedule and to appeal in ways that encouraged audiences to seek out and watch the performance again.
Conceived as branded entertainment, the Liverpool Street 'dance' and the Trafalgar Square 'song' were released with the apparatus of reality television promotion. This included online teasers about the coming live event, making-of documentaries showing the auditioning and filming process, and bonus material featuring off-screen interviews and performances.
Fostering fan re-enactment, T-Mobile also posted branded 'how to' videos breaking down the moves of the dance routine. These instructional videos formed the basis of several amateur re-enactments of the flash mob in British shopping malls, demonstrating the strategic potential of dance to engage the productive potential of ordinary consumers.
Given the popularity of amateur home dance videos on YouTube and their opportunity for 'public self-thematization' (Peters and Seier, 2009: 188) , dance was especially geared to the viral environment and to the launch of an aspiring online campaign.
Within marketing terms, dance and musical performance offered a particular valuebasis for T-Mobile to facilitate consumer interaction and attract free labour. Adam
Arvidsson calls this the 'ethical economy of customer co-production ' (2008) . He writes that in a fragmented social environment where durable ties are scarce, 'promoters thrive by giving affective strength, for a short time at least, to what are essentially weak ties between participants in a scene. These ties entail commitment, trust and solidarity -that is, they are experienced as ethically significant ' (2008: 333) . The 'Life's for Sharing' campaign exemplifies this giving of affective strength. By the terms of Arvidsson's argument, value for participants is not primarily of the product but of the process -and in this case the performance -that allows them 'to have their efforts socially recognized as creative, 18 inventive or beautiful in a sustained way' (ibid: 333). In turn, value for marketers is in rationalizing media promotion, mining and surveying cheap labour to create a community of productive viewers who can be recruited to participate in what Mark Andrejevic, describing the modus of reality television, calls 'the work of being watched ' (2003) . 'Josh's band' would especially capture the contradictions of user-generated labour, offering people 'a modicum of control over the product of their creative activity in exchange for the work they do in building up online community and sociality upon privately controlled network infrastructures' (Andrejevic, 2009: 419) . 5 Whatever the stakes of agency and exploitation in the example of 'Josh's band,' the 'Life's for Sharing' campaign was based on the (seemingly) spontaneous production of community. In doing so, it mobilized screen performance in reality-based content that used the history of pop music and hip flash mob aesthetics to cross the demographic line between teens, twenty-somethings and older middle markets.
As a point of comparison, it is worth considering how this demographic line was crossed in a different mobile campaign that used film as a basis for branded entertainment.
While T-Mobile used reality content to engage its market audience, in particular young mobile users, the campaign of Orange, then a major network competitor owned by France Telecom, took an alternative approach. Since 1996, Orange has run a multi-faceted campaign connecting its brand to film entertainment. In 2009, this included sponsorship of the Baftas, a dedicated award (the Orange Rising Star Award celebrating young actors), a short film competition ('60 Seconds of Fame' inviting anybody to create and upload a short film to the Orange website, the winner shown at the Baftas), and a signature initiative called 'Orange Wednesday' that allows Orange phone customers to buy two cinema tickets for the price of one across the UK on Wednesdays. According to Hattie Magee, head of brand partnerships at Orange UK, 'Within the entertainment space, film has very broad appeal and will be attractive to many different audiences. It offers us not just youth but an older age demographic. As we have a very wide customer base, it has always been a very appropriate medium for us' (Hosea, 2008: 48) . This focus on cinema has led Orange to position itself as a sponsor of the film industry but also as a self-reflexive film producer.
This status is crystallized in branded content (so-called 'golden spots') shown before 84) into a parody of crassness. While high concept pitching has often been viewed negatively in these very terms, the Orange ads make sport of mobile marketers rather than the contemporary studio system. Accordingly, the spots end with the admonishment: 'Don't let a mobile phone ruin your movie. Please switch it off.' Hattie Magee explains of the ads:
'What is key, creatively, is that it has to add to the cinema experience, so that it is not a direct piece of advertising, just selling products. The tongue-in-cheek content is very much 20 about how brands can ruin films' (Hosea 2008: 48 At a more tactical level, film offered a means of promoting the consumption of movies within and beyond the multiplex; Orange connected its brand to particular handsets such as the Sony Ericsson Satio that were advertised as 'the ultimate phone for film lovers.' In both examples, Orange sought to insert itself within taste hierarchies that translated popular cinephilia for a digital age. This was consistent with the company's own strategic response to the shifting meaning of mobile phones as technology, interface and medium. As Magee explained, anticipating Orange's cinema-focused website, iPhone app and Facebook film club, 'We have moved away from being about just text and talk. We're a brand that offers multiple services. Film is a platform to help us communicate some of these multimedia products and services' (Hosea, 2008: 48) . Where T-Mobile became a locus of cultural activity as the co-producer of reality entertainment, Orange became a taste-maker for mobileowning film communities, mediating relationships between movie audiences and the biggest and smallest of screens. In each case, T-Mobile and Orange demonstrate how telecommunication campaigns have used entertainment to enact scenarios and performances of mobile living, marked in a period where the dream life of connectivity -of being 'effortlessly digital' to quote internal marketing language at Orange 6 -had become a commercial, as well as a governmental, priority.
Conclusion: effortlessly digital?
If promotional materials help uncover the 'fantasies of consumption that can speak eloquently of the larger cultural ambivalence regarding new communications technologies' (Boddy, 2004: 1) Kennedy, 2009; Grainge, 2010) . The significance of branded entertainment within marketing practice should not be overstated, but neither should it be regarded simply as an old method with a new name. In industrial, aesthetic and affective terms it has become a vehicle for re-conceptualizing the space of the commercial break, the status of advertising as cultural form, and the style of engagement between consumers and brands (Grainge, 2008: 39-43) .
Initially associated with experiments in niche marketing by automotive brands such as BMW, Mercedes, and Ford, the growing impetus to build communities around branded content made it attractive to companies with a stake in networked, peer-to-peer communication. As mobile phones were increasingly transformed into devices for sharing and delivering digital content, network operators were drawn to promotional strategies that 
